As the leader of this organization, known subsequently as the Tiffany Glass and Decorating Company, Tiffany gained a reputation as New York's most fashionable decorator, and in this capacity he was invited by the Havemeyers in 1890 to design and execute the interiors of their new house, which Charles Haight had planned for them in the latest Romanesque taste. Tiffany and Samuel Colman outdid themselves: a rich confection of Oriental, Moorish, and Byzantine elements was created to provide the "proper" setting for the Havemeyers' great art collection.
It is not surprising to find that the glass the Havemeyers presented to the Museum in 1896 had been "set aside" by Tiffany as the best of his production. He knew that was what the Havemeyers expected. Shortly after the collection was delivered to the Museum, onJanuary 8, 1897, Tiffany himself arranged it for exhibition. And with this public display came the realization: Louis Tiffany the glassmaker had arrived-his work was on view at the greatest museum in the land. This accomplishment Tiffany evidently exploited to the fullest. In 1900 he supported his claim that "many of the great museums of the world have purchased collections of Favrile Glass for permanent exhibition" with an impressive international list of forty-three, among which was the Metropolitan. He was perhaps only pushing the truth a little; it was obviously more important to Tiffany that his works were on view at the Metropolitan Museum than how they got there.
It was in a somewhat different vein that in 1925 Tiffany himself offered, as a loan to the Museum through the Tiffany Foundation, a selection of important pieces from his own collection. Undoubtedly he was somewhat unhappy with the limited range of techniques represented in the exclusively early works of the Havemeyer collection. As a complement to the Havemeyer pieces, which date from 1893 to I896, Tiffany selected a group of twenty-seven pieces of favrile glass, fifteen pieces of enamel on copper, one piece of pottery, and a carved wooden box, all representing the highest development of his style from 1897 to 1913, and largely illustrating techniques and designs developed after the period of the Havemeyer collection. Among the host of forms and techniques he chose were an important group of "paperweight" pieces, with flower and leaf patterns encased between layers of clear glass, a selection of his copies of ancient glass, and an example of "stone" or "agate" glass. Accompanying the objects came an inventory, a document that has proved to be of great value, for not only does it present a brief commentary by Tiffany himself on the majority of the objects, but, most significantly, it gives the date when each was created.
In Tiffany was able to develop the effect of a cloudy sky; another composition suggested flowers and foliage; while a simple yet richly opalescent glass was twisted and manipulated to resemble the folds and wrinkles of drapery. Indeed, an early account of the Corona factory estimated that there was kept on hand a stock of two or three hundred tons of favrile glass, representing about five thousand different patterns for windows.
Tiffany next sought to apply the same precepts to the production of ornamental glass. Whereas in the preparation of large flat slabs for windows there was no need to relate pattern to form, in ornamental pieces the problem of decoration was further complicated by the necessity for the design to be intimately related to the shape of the object itself. Tiffany was not one for discussing publicly the technical aspect of his productions, and we know little about the methods he used. However, Samuel Bing, creator of the famous shop Art Nouveau Bing in Paris and Tiffany's enterprising agent in Europe, provides us with an invaluable description of the basic process involved:
"Look at the incandescent ball of glass as it comes out of the furnace; it is slightly dilated by the initial inspiration of air. The workman charges it at certain pre-arranged points with small quantities of glass, of different textures and different colours, and in the operation is hidden the germ of the intended ornamentation. The little ball is then returned to the fire to be heated. Again it is subjected to a similar treatment (the process sometimes being repeated as many as twenty times), and, when all the different glasses have been combined and manipulated in different ways, and the article has been brought to its definite state as to form and dimensions, it presents the following appearance: The motifs introduced into the ball when it was small have grown with the vase itself, but in differing proportions; they have lengthened or broadened, while each tiny ornament fills the place assigned to it in advance in the mind of the artist."
In the surface decoration of his pieces Tiffany had an especial interest in simulating the iridescence of ancient glass, an effect he attempted in many of his productions. Whereas ancient glass had become iridescent through natural decay over long centuries of burial in damp soil, Tiffany sought to duplicate the same appearance chemically. An early publication of the Tiffany Studios coyly hints at the process involved: "Mr. Tiffany obtains his iridescent and lustre effects ... by a careful study of the natural decay of glass ... and by reversing the action in such a way as to arrive at the effects without disintegration." Bing briefly but more concretely suggests the technique: "The glass, while still hot, is exposed to the fumes produced by different metals vaporized."
Although generally employed as an added surface embellishment, Tiffany occasionally used iridescence alone as the principal means of decoration. A large, free-form bowl (Figure 2 (Figure 9) 
that reads "[TI]FFANY FABRILE GLAS[S],"
indicating the derivation of the wordfavrile from fabrile, meaning handmade. More than half the pieces retain their original price tags, and of these several bear labels reading "Cracked--price," suggesting that the preciosity that was the public image of the Tiffany firm was occasionally relaxed for commercial advantage.
Several pieces in the Havemeyer collection bear labels printed with numbers, suggesting some relationship to an inventory record. These numbers in fact correspond to a list that was appended to a receipt for this collection issued by the Museum when the pieces were delivered. The pieces that are not numbered on labels have numbers inscribed in the glass, in a manner that was to become standard in Tiffany's later productions. The obvious conclusion seems to be that the earlier pieces were numbered with paper labels, while the later ones had the numbers inscribed. (Recently a piece with both types of numbering has come to light.) The meaning of these numbers, which appear on almost every piece of Tiffany glass, perhaps raises the most perplexing problem in its study. Do the numbers relate to the date of the object, the design, the artist, or the glassblower? No firm answer can yet be given, although on the basis of the Museum's documented holdings some conclusions can be drawn. The early pieces bear simple numbers, up to four digits, which were later augmented with the letters O or X. This scheme seems to have been continued until about I900, when increasing production apparently demanded a more complex system. Thereafter the numbers were supplemented with other letters of the alphabet, offering a much wider range of combinations.
It has been suggested that the numbers refer to the date or order of production of the objects, but this hypothesis is countered by evidence from One must, however, remember that Louis Tiffanyhad developed special techniques for his productions in stained glass long before the arrival of the Nashes from England. As early as i88o, for example, Tiffany applied for patents on the metallic iridescent glass that has since become so inextricably associated with his name. Furthermore, the statements made by Leslie Nash stand in the sharpest contradiction to the impression given by Tiffany himself. He repeatedly stated that the development of favrile glass had resulted from his own experimental work in chemistry and glassblowing. The specific contribution of the Nashes goes unmentioned, not only in the writings of Tiffany but also in those of his contemporary critics. One cannot argue, however, that Tiffany was himself active as a glassblower during the mature period of the Tiffany Studios. As Rene de Quelin, who described himself as head designer and manager of the decorating section of the Tiffany firm, wrote, Tiffany's "ideas for decoration and glass were mainly expressed by quick, rough, color memoranda that could only be understood or interpreted by the artists who surrounded him." Prescribing in this manner the basic "taste" of the objects, Tiffany apparently ro. "Laminated" vase, alleged to be the second piece offavrile glass made by Arthur Jash in America. Tiffany Glass and Decorating Company, about
